
founded by the Instituto Torcuato Di 
Tella — a centre for sound experi-
mentation in Argentina — and went 
on to become one of Stockhausen’s 
assistants in Cologne. He’s still around 
and very active. He played with Holger 
Czukay and a few times with Can, 
and he came to the conclusion that, 
despite his indigenous origins, he 
refused to play the identity card and 
instead decided to create a space that 
was his own — his personal universe 
where, through his music, he could 
transcend all of that. He went on to 
create his own type of cosmic music, 
unlike Kosmische Muzik and unlike 
Stockhausen’s compositions. He even 
told Czukay that rock is too linked to 
identity for him to find a place in it. It’s 
interesting because, afterward, he did 
a complete 360° turn and went back to 
Ecuador in his work, back to his roots 
in a sense. He made pieces based on 
Castañeda’s work, as well as on Boletín 

y elegía de las mitas (a poem by the 
Ecuadorian poet and mystic César 
Dávila Andrade); of the latter he made 
a beautiful abstract piece which con-
veys the suffering of the indigenous 
people but in such an intensely per-
sonal, out-of-this-world manner that 
Ecuadorians were dumbfounded when 
it was presented. For me personally 
it’s very inspiring to see a musician 
coming from my country who avoided 
making whitewashed folklore music, 
who avoided following the footsteps of 
Stockhausen, and who paved his own 
path to express something that goes 
beyond superficial identity, something 
deeply personal that is meant to be 
experienced directly and viscerally 
by the people who listen to his music. 
And while his work is not a direct 
influence on mine, it’s that attitude 
and that mindset that is completely 
fundamental to the way I approach 
the act of creation.

DANIEL DUCHAMP Photo-
gr pher, ou le ss pl yer n  mo ul r synth wiz r  DANIËL 
DUCHAMP sk tes sin e long throughout the Belgi n un ergroun . 
He improvises m ssive ele troni  pie es with ss n  self uil  
ele troni s. I  ske  him seven questions vi  e-m il. I  e i e  not 
to o  spelling he k or m ke ny gr mm ti l orre tions in 
his nswers.

Joeri Bruyninckx

JB Your real name is Daniel Van 
Acker but you use the moniker 
 daniel duchamP.

DD daniel duchamP is the translation in 
French of Daniel Van Acker and a refer-
ence to… Marcel Duchamp himself; for 
me, one of the most important creator in 
contemporary art with a large influence 
on multidisciplinary arts.

So for this occasion I inverse the 
rule of the capital letter in the begin-
ning of a name!

JB You’ve been making music for 
over 40 years but only released 
10  minutes of music.

DD I’ve made many concerts in 
Belgium everywhere, busy to play and 
to record rehearsal sessions; publish-
ing was not the goal at the moment… 
Time flies as a bird over the sea and 
one day the opportunity came with 
an exhibition of contemporary art of 
Dominique Vermeesch, with whom 
I work for everything that is sound, 
video, picture etc.

A 12” was produced, the split with 
Timo, and we participated in perfor-
mances during the exhibition… Slow 
is beautiful!

JB You started as a photographer but 
than turned into music.

DD I was always interested in both 
photography/picture and “music”. 

Why, I don’t know, it’s life that decid-
ed… Both are close with interactions 
between, same vocabulary etc. I like it!

JB Why did you choose the double 
bass as your main instrument? 

DD There was a time I played 
everything that I could buy: el-ac 
guitar, cornet, cello, violin accordion 
and more… Among them the double 
bass, the queen. I like deep tones and 
harmonics created with the bow… 
Quickly I acquired effects like those 
for el- guitar to mix the two worlds…

JB Why did you, later on, choose for 
modular synthesizers?

DD From effects to synthesizers there 
is only one step… So I get some oldies 
(not at that time!) like Korg MS10, 
MS50, Yamaha CX5 to name a few. 
But I resold them all a little bit later… 
I learn from them that they were real 
instruments and must be treated as 
such… It was later when the circum-
stances of life forced me to play alone, 
that I decided to devote myself, a little 
bit more seriously, to synthesis and 
its hardware side, the modular one!

JB On the opening page of your site, 
there’s a John Cage quote that 
says: “I have never heard a sound that 
disgusted me. The only problem with 
sound is music”.

DD John Cage, like Marcel D., is one 
the founders, the basics of contempo-
rary art, even today, I repeat myself… 
I don’t like too much the word music, 
it’s a word too connoted, too politically 
correct. I prefer the quotation of J. C., 
as it is more wide open.

JB On the same page is a pic-
ture of you. In the back, I see 
a Che Guevara poster and 
a  Buddha  statue. What does this 
say about you?

DD Revolution, political conscious-
ness, black is beautiful, jazz, free jazz, 
free improvised music, freedom…. 
It was the time, so intense to live with… 
There are no more leaders in this 
world? But future is open! The Buddha 
from India stands for open smiling, 
open mind, commonly universal…

After my first EP was released by 
the Brussels’ label Chelonia Mydas 
under the moniker Desliz — and 
some very uncomfortable concert 
experiences — I realized that I could 
not afford better musical equipment 
and that I wanted to work on sound 
using the most rudimentary means, 
very much like my beloved African, 
Asian and Latin American records or 
the rural and street musicians that 
mesmerized me in my childhood. At 
that time I used to fingerpick a lot with 
my nylon guitar just to make sadness 
go away when it crawled on my lap. 
I decided to record those intimate and 
reflective moments and do something 
with them. And that’s how Disposición 
Asoleada began, like a little girl per-
sonal diary with dried leaves, little 
poems and drawings.

I don’t play live very often, therefore 
I need to create a framework where my 
hands and instruments can grow and 
wander. Incense helps me to create 
that space. This and my fernlike way of 
building my pieces may lead to think 
of a trance or shamanic inspiration 
in my work. The truth is, I don’t like 

how the term shamanic is used in the 
context of art. It implies that any work is 
bestowed with an unfathomable power, 
and its creator is beyond our earthly 
comprehension, which, obviously is 
not the case.

Andes – Birds – Flutism
The Andean mountains around Quito, 
where I was born, are part of my story. 
The first sounds and images that moved 
me come from that scenery. I am sure 
we all have little instants and spaces of 
bliss that define what we do, what we 
are and to which direction our mental 
branches and roots will lead us. For 
some people, this can be an enigma, for 
my part, I’m sure that I know a small 
portion of it. For instance, I am sure 
that my fascination with birds comes 
from the days when a small brown 
hummingbird would wake me up in 
the mornings in my early childhood. 
It knocked at my window as it came to 
drink the little water drops left by the 
morning dew. Since then I have always 
loved birds and that’s why much of 
my studio work deals with bird songs, 
flutes and whistles.

Russian Poetry –  
Imaginary Territories

Russia is something that’s really 
im portant to me, is the realm of my 
childhood, at least one of the founda-
tions of my emotional universe. I was 
born in a Russophile household in the 
context of the nowadays somewhat 
forgotten dispute between the conserv-
ative, colonial and mostly American 
influenced culture and left-wing Latin 
America that had a heavy imprint of 
Russian books and referents. The first 
stories that were read aloud to me, and 
my first emotions as a reader of books 
come from there. Of course, afterwards 
I had the chance to move to Moscow 
and learn the language, and here, in 
Belgium I studied Russian literature at 
the University. I am by no means a spe-
cialist, I just clumsily love that culture 
and poetry. Anyway, through that world 
I discovered the very concrete reality 
and sweet delight of creating imaginary 
worlds, spaces of rich subjectivity by 
the swift combination of two or three 
words, that explode in your mind like 
utopias in a lightning.

This mindset is very present in 
my music projects, in Amanita Vulva, 
in Disposición Asoleada. It explains 
my use of incense in my live perfor-
mances where I hope the smell may 

create a tiny crack through which 
listeners may visualize an atmosphere, 
a scenery. While I play I imagine land-
scapes with all sorts of details, stones, 
broken windows, trees, empty glasses… 
For me, this is a political act of briefly 
creating a new harmonious realm 
beyond the ruins of our current world, 
but also a modest step in the colossal 
enterprise of rebuilding this planet 
from scratch. It’s a beautiful thing to 
think that although this world is a mess, 
we carry our own world within, in our 
hearts, which will be there even when 
everything else crumbles down.

It’s an act that’s present in a lot of 
the music I love — in Indian music, 
in pygmy polyphonies, for example. We 
all come from different places and have 
different backgrounds, but when we sit 
down to make music we create a new 
world, a world in harmony. It’s funny 
in my case, I often get asked about my 
background and how it’s shaped me. 
We waste too much time on these ques-
tions: the question shouldn’t be where 
we come from but where we’re going.

Old wise men and old wise folk 
– Maiguashca

There is a musician from Ecuador 
named Mesías Maiguashca who 
started as part of the laboratories 
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